Of Blood Bondage : Contractual Domestic Relations in "The Last of the Valerii" by Okumura, Tomoko
Title Of Blood Bondage : Contractual Domestic Relations in "TheLast of the Valerii"
Author(s)Okumura, Tomoko




Type Departmental Bulletin Paper
Textversionpublisher
Kyoto University
DYNAMIS, 4  (2000)  , 125-140
Of Blood Bondage
—Contractual Domestic Relations in "The Last of the Valerii"—
Tomoko OKUMURA
0. Introduction
   Set in Rome, "The Last of the Valerii" was written in 1874, during Henry 
James's second trip to Italy.' The narrator of this story is the godfather of the 
wife of the protagonist. Some critics tend to believe that he reflects the author 
himself: James was at home with paintings and never married;2 besides, there 
appear quite a few artistic characters in works such as "The Real Thing" (1892), 
whose narrator is a painter, and "The Figure in the Carpet" (1896), in which the 
protagonist pursues the secret of a famous writer. However, a godparent is rather 
a rare character in James's works. Needless to say, the nature of the godfather 
as a narrator is of importance: the narrator of "The Last of the Valerii" has 
both the privilege to come freely into the young couple's villa and a relatively 
neutral point of view, although his loyalties are with Martha. Still, there seems 
to be a more crucial role for this godfather when other Jamesian fathers and the 
social background of the period are taken into consideration: the narrator must be 
neither a real father nor an uncle nor a friend but a godfather of Martha—despite 
the fact that they are Protestant.
   In this essay, I will clarify the raison d 'etre of the godfather in this story. For 
this purpose, I would like to investigate the domestic relations described in James's 
works and interpret this story as follows: firstly, characteristics of Jamesian fathers 
will be investigated; secondly, I will discuss how Jamesian mothers, especially those 
with authority, are described; thirdly, I will mention the social background of those 
Jamesian families; lastly, "The Last of the Valerii" will be reinterpreted on the
'Henry James, "The Last of the Valerii" (1874), Leon Edel (ed.), Henry James: Stories of 
the Supernatural (New York: Taplinger, 1970) 69-102.
2"[Allen F.] Stein sees [the narrator]'s being both a bachelor and an artist as a significant 
reflection on James's sense of the incompatibility of art and marriage. . . ." Cristina E. Albers, 
A Reader's Guide to the Short Stories of Henry James (New York: G. K. Hall, 1997) 439.
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basis of all the investigations of former sections. Here is an abstract of the story: 
"[t]he painter narrator is the godfather of Martha, an American married to Count 
Marco Valerio of Rome.  He begins to worship a statue of Juno recently exhumed 
from his villa grounds. When he goes too far in his paganism, Martha breaks 
the clutch of the past on him by reburying his Juno and offering him present-day 
reality instead." 3
   This story is categorized as one of James's early international episodes in 
which a contradiction between America, the new world, and Europe, the old, is 
clear-cut: "the story is indeed one of contrasts: female versus male; American 
versus European; present versus past.i4 It is John Carlos Rowe, however, that 
casts a new light on this story in his essays of 1998 and 1999. His interpretation is 
that the story shows the sexual instability of both society and the author himself: 
"the excavation and subsequent reburial of a classical sculpture of Juno. . . [is] 
emblematic of James's efforts to engage and then repress the threatening power of 
the New Woman." 5 Rowe's interpretation of Juno as a representation of women's 
authority in nineteenth century America contributes to the interpretation of the 
story in relation to family: the period was a turning point for family formation, 
an era which saw new types of domestic relations—including signs of a developing 
feminist Motherhood.
1. Invalid Fathers
   The character of Peter Brench, who is an art reviewer and the godfather of 
Lancelot Morgan in "The Tree of Knowledge" (1900), suggests several things with 
regard to the role of the godfather in "The Last of the Valerii": Lancelot has 
a real father who is a sculptor and a close friend of his godfather, and the two 
fathers show a distinct contrast. On the one hand, the real father is described as 
blind so that he will not realize the fact that he himself has no talent for art and 
so that he will recommend that his son choose his career in art. Peter Brench
3Robert L Gale, A Henry James Encyclopedia (New York: Greenwood Press, 1989) 376. 4Cristina E. Albers, A Reader's Guide to the Short Stories of Henry James (New York: G.
K. Hall, 1997) 439. 
  3John Carlos Rowe, "Hawthorne's Ghost in Henry James's Italy: Sculptural Form, Romantic
Narrative, and the Function of Sexuality," The Henry James Review 20 1999: 109.
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on the other hand, evaluates his friend's art  properly and worries that Lancelot 
may realize the fact of his father's incompetence if he comes to know art. At the 
end of the story, however, Brench learns that Mrs. Morgan and Lancelot have long 
since known that Mr. Morgan has no talent for art—the patriarchy of the Morgans 
has been carefully kept by the prudent wife and son. The remarkable feature of 
this story is that there is no conversation described between Lancelot and his 
real father, whereas the communication between he and his godfather comprises 
the main phase of the story.6 His godfather is a good confidant because he is
so wide-viewed as to infer the ends of the event and to think of the benefits for 
the Morgans. Though the contrast is not so simple, of course, yet the real father 
seems to be rather mocked in comparison with the godfather.
   Like Mr. Morgan, Jamesian fathers are never described as good or prudent 
men: Mr. Pickering is so tyrannical that he decides everything for his son Eugene— 
even a fiance—before he dies. Mr. Moreen in "The Pupil" (1891), on the contrary, 
seems rather not to exercise his authority; he has little communication with his 
son Morgan throughout the story; Mr. Moreen is overindulgent with and detached 
from Morgan at the same time; he at last abandons his right and responsibility as 
a parent—he gives up Morgan to his tutor Pemberton.
    Father-daughter relations are more often described in James's works than 
father-son relations. While the Moreens have already collapsed, on the one hand, 
the Croys of The Wings of the Dove (1902) go through a process of collapsing, 
on the other hand. Mr. Croy rejects his daughter's wish to live with him, though 
he forces her to sacrifice herself to help him---to feed him.7 In this novel, Milly 
Theale is the freest creature, with a handsome property without relatives, and 
forms a striking contrast with Kate Croy. 'Family' not as a consolation but as a 
burden is foregrounded. Dr. Sloper in Washington Square (1881) is, for example, 
always complaining about his daughter; his daughter is "a disappointment," and
  6Fathers and sons are rarely described in James's works, and even when they are, in such 
works as "The Author of `Beltraf&o"' (1884) and "The Pupil" (1891), they are nearly out of 
contact.
  7Mr . Croy's evil deed has caused the family's corruption, and it is to be discussed whether 
he keeps away from his family because of his sense of sin, or because he is such a selfish man as 
to cause the family's corruption.
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"was not what he had  desired."  8 Mr. Verver and his daughter, on the contrary,
are too close.
   Jamesian Fathers are more or less not qualified as fathers—they are not cruel 
or simply "bad" fathers but lack the responsibility of fatherhood: some reject 
becoming fathers, like Pemberton, who betrays his not being ready to become a 
father when he hesitates to receive Morgan. Others behave selfishly and impose 
their opinion upon their children. They cannot have a father's point of view, and 
in this respect the comparison of Strether's embarrassment to his experience at 
school exhibitions in The Ambassadors (1903) is suggestive.
.. . and the shade of discomfort that Strether drew from the allowance 
resembled not a little the embarrassment he had known at school, as a 
boy, when members of his family had been present at exhibitions.'
   Being 55 years old, Strether still sees things from the point of view of a 
child rather than a parent. He once was a parent but lost his only son, whose 
death he himself is responsible for: his want of responsibility as a father was 
one of the causes. Likewise Herbert Dodd, the protagonist of "The Bench of 
Desolation" (1908) also loses his children:1° Jamesian fathers are all unworthy of 
their authority—either abusing it or abandoning it.11
2. Junoesque Women in Voluminous Dresses
   In "The Last of the Valerii," the mother's role is not empathized: Martha's 
mother briefly appears, and she goes back over the ocean soon after her daughter's 
wedding. The Count's mother is not mentioned at all. However, in this story 
there is a shadow of a mother in the Jamesian conception: the excavated Juno is a
$Henry James, Washington Square (1881) (New York: Penguin Books, 1986) 29-30. 9Henry James, The Ambassadors (1903) (New York: Norton, 2nd edition, 1994) 108. 
10Mrs. Moreen and Mr. Ambient also let their children die. 
11This image of Jamesian fathers—their lack of quality as fathers—is considered to be de-
rived from Henry James Sr., the real father of the author. Thoreau once described Henry Sr. 
as "the most childlike, unconscious and unblushing egotist." Fred Kaplan, Henry James, The 
Imagination of Genius, A Biography (London: Hodder & Stoughton, 1992) 16.
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symbol of women's authority. As Rowe says: "The violation of Valerio by his Juno 
also suggests a more general masculine fear of nineteenth-century women's bids for 
economic, legal, and political  powers."  12 Such social movements as feminism and 
abolitionism in nineteenth century America started from the point that women 
were assigned their sphere in the domestic world and established their status as 
mother, mother of the republic.
She was amply draped, so that I saw that she was not Venus. "She's a 
Juno," said the expert, decisively;. . . . (82)
    This excerpt shows the scene of the excavation of Juno. Here the narrator 
calls the reader's attention to one important feature of the statue, which is the 
key to its identification: the statue is not nude but amply draped. This excavated 
sculpture, with which the Count becomes obsessed, must be Juno rather than 
Venus because the latter is not in voluminous draperies.13 Not only in this story 
but also in his other works, James depicts quite a few women with power in 
voluminous dresses.l4
   In "The Middle Years" (1903), an autocratic countess is described as follows: 
". . . the exorbitant lady, watching the waves, offered a confused resemblance 
to a flying-machine that had broken down." 15 The first flight of an airplane by 
the Wright brothers was in 1902, so it can be inferred that the flying-machine in 
this extract is an air-balloon or an airship, which leads to the image of woman in 
a voluminous dress. Mrs. Moreen in "The Pupil" is also in a voluminous dress: 
". . .he[Pemberton] privately exclaimed, while Mrs. Moreen floated voluminously 
down the sala again, to liberate the boy; groaning, as she went, that everything
12John Carlos Rowe, The Other Henry James (Durham: Duke UP, 1998) 52. 13It is not natural to consider that this narrative implies the famous "Venus de Milo" because
it was found in 1820; the important point seems to be rather the drape. Venus was originally a 
statue with drape, but the nude sculpture has been dominant since Praxiteles first made a nude 
sculpture of Venus in 4c B.C.
"'Loose drapery' is generally considered as the conceptual opposite of the tight corset
, sym-
bolizing women's freedom and independence. In this case, however, 'ample drape' stands in 
opposition to nudity.
 "Henry James, "The Middle Years" (1893), Tales of Henry James (New York: Norton, 1984) 
261.
130 Of Blood Bondage
was too  odious."" As I have already mentioned, Mr. Moreen's role is minimal 
in this story: he is observed when he is "strolling drearily" around the Piazza 
"looking for something
," in other words, to sell his things.17 His son's tutorial 
contract is made between the tutor and the pupil's mother. He gives up parental 
authority, and only his wife exercises it. This reflects "nineteenth-century women's 
bids for economic, legal, and political powers."
   In The Ambassadors, there is clear mention of the society of woman, which is 
the protagonist's country, Woollett, in America: "What none the less came home 
to him, however, at this hour, was that the society over there, that of which Sarah 
and Mamie—and, in a more eminent way, Mrs. Newsome herself—were specimens, 
was essentially a society of women. . . ." 18 In this society of women, men are 
castrated and women are wearing voluminous dresses which do not yet match 
Mamie Pocock, who in the near future comes to grab an absolute authority.
. . . so Strether, none the less, at the end of ten minutes, felt in her 
[Mamie) a quiet dignity that pulled things bravely together. If quiet 
dignity, almost more than matronly, with voluminous, too voluminous 
clothes, was the effect she proposed to produce, that was an ideal one 
could like in her when once one had got into relation.19
   Like these examples above, James described more women with power in vo-
luminous dresses, and these junoesque women may be derived from the amply 
draped Juno in "The Last of the Valerii.s20
16_, "The Pupil" (1891), Tales of Henry James (New York: Norton, 1984) 214. 17lbid. 213. 
18Henry James, The Ambassadors(1903) (New York: Norton, 2nd edition, 1994) 215. 19Ibid, 252. 20However, Jamesian mothers are not always as voluminous as Mrs. Moreen: many of the
Jamesian Voluminous women have power, but they do not have daughters. Most Jamesian 
mothers, on the contrary, do not have strong authority; they are rather feeble. As has been 
already mentioned, Martha's mother is not tyrannical; rather, she has no power over her young, 
free and vigorous daughter; Mrs. Miller, Mrs. Marden and Mrs. Croy, just like Martha's mother, 
do not impose their opinions on their daughters. One may not go too far in saying that it 
is doubtful whether they exercise their responsibilities. As Rowe says, voluminous women are 
considered to reflect active women in society, but James seldom described mothers as massive 
women. Mrs. James managed the family well supporting her childlike husband. She was a typical 
republican good mother, and James was very fond of her and always read and played near her
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3. Contractual Domestic Relations: Historical Background
   From the  mid- to late nineteenth century, which Jamesian families surely re-
flect, family faced dynamic changes both in Europe and in America. There were 
many reasons for the family shift: "social development" represented by industri-
alization and commercialization on the one hand,21 and the rise of the theory of 
family evolution, which has its foundation in the thinking of those naturalistic 
socialists who adapted naturalistic principles to social phenomena depending on 
Darwinism, on the other.
    Family transition is seen in the first place in domestic relations: the most 
remarkable feature of the new domestic relations is the rise of the perception of 
the need to protect children. Until then, the parent-child relation had never been 
considered from the perspective of the child's benefit but from that of the parents', 
that is, the fathers'. This new perception shows at the same time that there were 
many cases in which the father's guardianship was abused; even when the case 
was not extreme nor apparent, there must have been a lot of fathers who were no 
more qualified as fathers than Jamesian fathers.
   In Europe, the new domestic relations influenced the judicial system: though 
the Italian Civil Code, which took the place of the Napoleonic Code in 1865, did 
not prescribe mother's parental authority as well as the latter, the absolute right 
of a father was repealed. The new code provided that when a father is not worthy 
of his parental authority, the law can strip him of authority, and after that, the 
movement to restrict parental authority so as to protect children spread to the 
other European countries. In 1884 the new Divorce Act was passed in France, 
and from that time the French Judicial system entered a new stage: the stripping 
of parental authority was prescribed in 1889 and the heirship of natural children 
in 1896. In England they began to revise the family law for the advantage of the 
mother and child in 1864: The Matrimonial Causes Act was passed in 1857 and 
The Guardianship of Infants Act in 1886.
Most of all, these revisions and establishments of family laws tell of the
when he was an infant.
21lndustrialization and commercialization had led to a the class shifting society, and the more 
the society shifted, the less valuable name or blood became.
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change of people's conception of family: people let the law and the third person 
intervene in domestic relations which used to be a strictly private sphere. Legal 
rules between family members had been minimal because they had been thought as 
a sort of thing impossible to define by the law. Now, however, domestic relations 
changed into a sort of thing which was not only definable but also in need of 
definition.
   In America, the post-Revolutionary definition of family altered the place of 
each household member in society and law. Market capitalism promoted the in-
dividual competitiveness and acquisitiveness which "fueled demands for greater 
autonomy in all relations, even domestic ones." Although fathers had a supreme 
right all through the nineteenth century, Egaliterarianism advocated an individ-
ual's equality before God and even discouraged patriarchy.
The legal documents and witness testimony make it clear that men and 
women from all social classes conceived of family relations in affective 
terms, placed a premium on emotional fulfillment in the family, consid-
ered women's opinions and contributions worthy of respect and consid-
eration, emphasized male kindness and accommodation, and assumed 
that children were special members of the household in need of love and 
affection.22
   The new perception of childhood was formed by many forces, such as the 
theory of human development, the importance of affection between each family 
member, and the idea of bringing up future Republicans. Children now came to 
be perceived as more vulnerable and necessary to be protected and educated; child 
rearing became more important and its responsibilities were shared by school and 
church, but the family came to take the biggest responsibility. Women were re-
 22Michael Grossberg, Governing the Hearth, Law and the Family in Nineteenth-century Amer-
ica (Chapel Hill: U of North Carolina P, 1985) 9. According to this excerpt, affection is the 
most important tie of the American new family, and Philippe Aries also argued that the modern 
family  formed with the birth of affection from parents to children. But there is a contradictory 
opinion, too. Adversaries insist that there had been an affection between parents and children 
even when children had been bound as apprentices away from their parents during the medieval 
period.
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garded as being superior to men in morals and purity—therefore they had a strong 
connection with the  church--and they were respected in education, so in conse-
quence child rearing became the primary role of mothers. The Mother became a 
representative of the home, where family belongs.
   As in Europe, the Judicial system began to be involved. By the 1840's, a 
crisis of the family became one of the biggest concerns and a major force in the 
creation of laws to govern the new family.23 As the conception and form of family 
changed, pedigree and lineage were no longer guarantees for individuals; instead, 
human relations gradually shifted to a contractual base.24
4. Of Blood Bondage
   To return to "The Last of the Valerii," with all characteristics of Jamesian 
parent-child relations and social background above, Martha's godfather is not only 
a relatively reliable narrator but a crucial character in "The Last of the Valerii." 
Because of this character—a godfather—this story is regarded as that of the family 
without blood relation—Count Valerio, the Countess Martha and her godfather— 
facing the power of blood in the old land of Rome.
   The narrator and Martha have no blood bond: Protestants do not normally 
stand as godparents, but they are prohibited to become godparents of their real 
children, as Catholics are. Nevertheless, godparents' relationships with their god-
children are as close as with their real children; marriage between a godparent 
and their godchild is taboo.25 The relationship between a godparent and their 
godchild has two phases: it is a sort of contract in one sense, and at the same 
time, quasi-real parent-child relationship in the other. Because of this nature, the 
godfather of "The Last of the Valerii" well achieves a balance between the affection
23Genteel reformers
, social-purity advocates, clerical crusaders, philanthropic volunteers, social 
scientists, feminist, medical and legal professionals, and a host of others were included in Family 
reformers. "In 1889 eighteen states retained statutory language defining marriage as a civil 
contract... ," but there were oppositions to the concept of marriage as a contract. Ibid. 23.
 24Sir Henry Main (1822-1888) characterized this transition as "movement from status to con-
tract" in Ancient Law (1861). Grossberg points: "[i]n domestic relations, contractualism also 
was sustained. . . ." Ibid. 19.
 In France, too, family is a unit based on a contract; each family member can be a possessor 
of property as an individual; each family member is regarded as a free individual.
25Emperor Justian prohibited marriage between a godparent and their godchild.
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for his goddaughter and detached prudence—he is, in the first place, a painter.
   Although the narrator thinks "if [his] god-daughter married a foreigner [he] 
should refuse to give her away." (70), he does not disagree with her marriage with 
an Italian count in actuality, and this event points to the difference between a real 
father and a father-in-law, that is, a godfather: he does not impose his own opinion 
but respects her as a bride because he is not her real father but her godfather. 
He says that he sees the young couple "with a certain paternal benevolence," 
but the following narrative indicates that he takes his point of view as a painter; 
"thinking, indeed, that from the pictorial point of view. . .they were a strikingly 
well-assorted pair." (70). The narrator is rather a spectator. He takes care of 
Martha but at the same time respects her autonomy and reserves his opinion: "I 
confess I often felt tempted to reply that he [Count Valerio] was at least quite as 
entertaining [asleep as awake]. . . ." (76). His interest is not only paternal; "I 
took a god-fatherly interest in the development of her [Martha's] immortal part," 
(77). "I watched with affectionate jealousy for the signs of a dawning sense, on 
Martha's part, that she was the least bit oddly mated." (78) This narrative is the 
product of the contractual kind of relation between the narrator and the couple.
    Martha and the count Valerio's marriage is also based on a "civil contract." 
In late nineteenth century America,
 ... the law continued to portray marriage as a civil contract, in a vital 
transition the accent shifted from the first word to the second. The new 
emphasis was on the consensual nature of marriage. It also reflected the 
broader use of contract as the central metaphor for social and economic 
relations in early nineteenth-century America. This occurred as part 
of the revolutionary change marked by "the gradual displacement of 
patriarchalism by contractualism." 26
   In Italy, which had an old tradition of Catholicism, too, marriage was provided 
for by the law as a contract between a man and a woman: although the wedding
 26Michael Grossberg, Governing the Hearth, Law and the Family in Nineteenth-century Amer-
ica (Chapel Hill: U of North Carolina P, 1985) 19.
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ceremony of Count Valerio and Martha is held in the Catholic church in this 
story, not a vow before a priest but a formal procedure before an  official of family 
registration was required for Italians in actuality. Not everyone got married in 
city hall, of course: from 1865 in which the civil law was enforced to 1871, 10,000-
20,000 couples out of 190,000 were married in church. The data show that people 
did not smoothly shift to the new system, yet more than 90 percent of couples 
followed the new rule, and the rate of the civil marriage of heteroreligious couples 
is supposed to be higher. Above all, these three members around the old Roman 
villa are connected not by blood tie but by contracts, although this fact is obscured 
by the romantic setting of the story.
   Such a new domestic relation faces the strong ties of the old blood of Rome, 
and the excavated Juno is its representative. From the beginning of the excavation, 
blood plays an important role; and the count remonstrates Martha, saying; "They 
don't touch you, doubtless, who come of another race." (80) Excavated Juno has 
a strong authority and grasps Count Valerio, the progeny of her pagan blood. The 
Count, who has been rather blunt and on whom the narrator wonders if "anything 
that could properly be termed a soul" (77) rest, became vigorous and witty; this 
alteration means that Juno rather enlightens him, just like republican mothers 
do their children. When the narrator and Martha find a stain of blood on the 
alter in caisno, the blood that has been an important key of the Count's insane 
worship of Juno turns into reality. As imaginary water changes into real water 
when Strether realizes the reality in The Ambassadors,27 blood changes from an 
abstract conception into a real object when the Count tries to come back to the 
real—modern--world. The narrator guesses: "The Blood-drops on the alter, I 
mused, were the last installment of his debt and the end of his delusion." (99)
   The narrator overtly treats Juno as an incarnation of Roman blood which 
the Valeriis has transmitted. In the character of this Juno, however, the mother's 
authority in late nineteenth century America, the authority which dominated the 
domestic sphere, is also represented. So the reburial of Juno means the new 
domestic relations subdue the mother's authority as well as the traditional blood
27= AT f7J 04 2z -Mill on the Floss The Ambassadors-J rre,ii* J 121 
~. 1976 : 1, 439-442.
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tie.
   The Count and Martha's life "was a childlike interchange of caresses." (76) 
The narrator suggests that there is no sexual intercourse between the young couple 
several months after the marriage and before the excavation starts. After the 
count's coming back to the modern reality, they do not have offspring as the title 
"The Last of the Valerii" indicates.28 Here the blood bond of this new family has 
been completely cut off, because they know too well that blood is nothing but a 
heavy bondage.
5. Conclusion
    Family has been a central interest for human beings for a long time: in 
folktales, a hero undertakes a perilous adventure in order to save his family harmed 
by a villain, or a maiden may have to have both her hands cut in sacrifice for her 
father; sons are fated to kill their own fathers in myths and epics; in the Bible, 
merely seeing the father's naked body seals the eternal fate of his descendants. 
It has been an  object of pictures, too: conversation pieces, which arose with the 
dawn of the modern family in Germany, were popular in England throughout the 
eighteenth century. In novels, there are many families with troubles: neither Oliver 
nor Pip knows his parents, and Tess has to take away the life of her child with her 
own hands— "[Nappy families are all alike; every unhappy family is unhappy in 
its own way," and Jamesian families are, as we have seen, no exceptions. Jamesian 
families are not overtly tragic, but each portrait of them reveals a little flaw. Some 
parents commit to their children too much, and others abandon their family duties.
    "The Last of the Valerii
," which is written early in his career and seems full 
of romantic elements and without any connection with real family crisis, already 
shows the Jamesian conception of family underly all the other works. All Jamesian 
families have more or less troubles because their domestic relations are based on 
blood. Blood which was once an important tie for families is now a bondage 
from which the new family is to be free. The Valeriis at last free themselves from
 28Rowe points to the castration of the count by Juno, but we can infer from this narration that 
before the excavation of Juno the count was castrated; he is rather active and vigorous while he 
worships Juno; after the reburial of Juno, he again becomes castrated.
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the old blood bondage and shift to the new contractual relations. In the end of 
the story, Martha "pretend[d] to occupy herself with a bit of embroidery," (102) 
whose image is "domestic  tranquility."(192) This scene evokes the conversation 
pieces mentioned above, pieces based on affection between each family member. 
However, affection based on blood is no longer sufficient to form the new family: 
the tranquil family portrait should be drawn by tracing the figure prescribed by
a contract.
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要 約
奥村 智子
 Henry Jamesの 初期の国際状況小説に分類される"The Last of the Valerii"は 、執
筆当時の社会情勢に対するJamesの 姿勢が読み取られるもの として近年再読 されてい
る作品である。 のみならず、作者が後に書いた多くの作品に通底する思想 が見られるも
のでもある。本稿 では、この作品に描かれているJamesの 家族観 を、他作品 との関わ
りの中で、以下の三点に焦点を当てて考察す る。すなわち、本作品の語 り手が主人公の
妻の 「名付 け親」であるということ、発掘 された彫像が裸体のVenusで はな く着衣の
Junoで あるとい うこと、そ して血の絆に代わる契約 とい う概念が家族関係に浸透 し始
めた19世 紀末欧米の家族形態である。
